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Staging Women in Prison: ůĞĂŶƌĞĂŬdŚĞĂƚƌĞŽŵƉĂŶǇ ?ƐDramaturgy of the Cage 
 
Introduction: Resisting tropes of the cage 
 
Bad girls and chicks behind bars have made for compelling film and television material since Caged 
Heat, (1974) and the proliferation of so-ĐĂůůĞĚ ‘ĞǆƉůŽŝƚĂƚŝŽŶĨŝůŵƐ ? ŝŶǁŚŝĐŚǁŽŵĞŶ ?ƐƚƌĂŶƐŐƌĞƐƐŝŽŶƐ
were the backdrop to their sexual availability ?dŚĞƉŽƉƵůĂƌŝƚǇŽĨƵƐƚƌĂůŝĂ ?ƐPrisoner Cell Block H 
(1979  W 1986) and the UK series Bad Girls (1999  W 2006) have forged a taxonomy of women 
characters that range from gangs of psychopathic troublemakers to isolated vulnerable wenches. 
There is a steady proliferation of cultural products about crime, punishment and justice that means 
there is an existing set of tropes of prison spaces, cultures and characters (Carrabine, 2010; 2012; 
Jewkes, 2006 ? tŝůƐŽŶ  ? K ?^ƵůůŝǀĂŶ ?  ? ? ? ?). This is extended in light of the popular US TV series 
Orange is the New Black (2013), which has increased visibility for the issues of women in prison 
through its accessible semi-comedic format and Australian TV drama Wentworth Prison (2013- 
present). However, as Caoimhe McAvinchey points out, canonical representations often affirm our 
cultural assumptions of a stable notion of the prison (2011: 37-8). This suggests that the labour of 
plays, television series and films about prison serves to support narratives of justice that are 
inevitably limited. Partly, this attitude stems from a public desire to imagine the procedures of 
justice at work. In this regard, forms of culture perpetuate this by framing prisoners as morally 
 ‘ŽƚŚĞƌ ? ďǇ ƌĞŝŶĨŽƌĐŝŶŐ ƚŚĞŝƌ  ‘ďĂĚ ? ďĞŚĂǀŝŽƵƌ ?drawing on weak, unconvincing narratives about 
criminal behaviour, and by contrast, depicting institutions and their agents as  ‘ŐŽŽĚ ?.  
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Mediated images and stories about prison encountered by the public highlight 
(and perhaps exaggerate) the divide between acceptable and transgressive 
behaviours, relying on stereotypes that are inevitably inscribed by race, class and 
gender (Walsh, 2014, 51). 
 
Cultural criminology shows that the public imagination is inevitably conservative when it comes to 
the ways in which criminal identities are performed. When it comes to engaging with the prevailing 
narratives of how criminal women might be transformed through incarceration, they are mostly 
expressed negatively (Ferrell & Sanders, 1995). However, as an alternative to the visually 
conservative images of prisoners and prison that proliferate in media (Brown, 2009; 2014; 
Carrabine, 2010; 2012; 2014), theatre is a mode of cultural production that has attempted to 
address the limitations of staging prisons. This article glosses the background to the established arts 
in prisons scene prior to providing a critical perspective on contemporary plays by women writers 
staged by Clean Break Theatre Company in the UK since 2009. The intention is to engage with how 
theatre can both replicate and revise dominant portrayals of crime and criminality, and thus, to 
point towards its value for cultural criminology. The use of a feminist performance analysis draws 
on the need for interdisciplinarity in cultural criminological research outlined by Rafter (2014).  
 
As one of the leading organisations operating in the field of arts in criminal justice in the UK, Clean 
Break operates a critically acclaimed artistic programme as well as a community focused education 
programme from its North London base. Established in 1979 by two women in prison who 
subsequently made theatre and toured it to institutions after release, the company is particularly 
invested in changing the ƉĂƚŚǁĂǇƐŽĨǁŽŵĞŶĚĞĞŵĞĚƚŽďĞ ‘ĂƚƌŝƐŬ ?ŽĨŽĨĨĞŶĚŝŶŐ ?,ĞƌŵĂŶŶ ? ? ? ? ? ) ? 
The dominant model in prison theatre (Clark, 2004; Hughes, 1998) is one in which women in prison 
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devise and perform their own productions, often autobiographical or testimonial.i This work is well 
documented (Balfour, 2004; Cheliotis, 2012a & 2012b; Merrill & Frigon, 2015; Thompson, 1998) 
though it merits further research in relation to its criminological value. The Clean Break education 
programme is discussed by Merrill & Frigon (2015) in relation to an imaginative criminology. Their 
ĐŽŶĐĞƉƚŝŽŶ ŽĨ ƉĂƌƚŝĐŝƉĂƚŽƌǇ ƚŚĞĂƚƌĞ ǁŽƌŬ ŝƐ ƚŚĂƚ  ‘criminalized women who practice theatre are 
contributing to a holistic and creative imaginative criminology. Roles and meanings are challenged 
for both the participants as characters in a performance piece, and for audience members who re-
ĞŶŐĂŐĞǁŝƚŚĂƉŽƉƵůĂƚŝŽŶǁŚŽŚĂǀĞďĞĞŶƐŝůĞŶĐĞĚ ? ? ? ? ? ? P  ? ? ) ? Yet, drawing on the work of Stan 
Cohen, Cheliotis (2012a; 2012b) discusses the benevolent logic of participatory arts programmes 
that form part of prison education as a symbolic function of the arts in the criminal justice system. 
The arts often presume a benevolent gloss that is not critically interrogated. Cheliotis says:  
 
dŚĞŐƌĞĂƚĞƐƚŝƌŽŶǇŽĨĂůůŝƐƚŚĂƚ ? ? ?ƐǇŵďŽůŝĐĞĨĨĞĐƚƐŚĂǀĞŐƌĂǀĞŵĂƚĞƌŝĂůĐŽŶƐĞƋƵĞŶĐĞƐĨŽƌ
the supposed recipients of state and middle-class benevolence, insofar as they work to 
ůĞŐŝƚŝŵĂƚĞŽĨĨĞŶĚĞƌƐ ?ƉĂƐƚĂŶĚŽŶŐŽŝŶŐƌĞƉƌĞƐsion by way of penal institutionalisation 
(2012b: 34). 
 
Ǉ ĐŽŶƚƌĂƐƚ ? ůĞĂŶ ƌĞĂŬ ?Ɛ professional playwright commissions ĂƚƚĞŵƉƚ ƚŽ ĞǆƉůŽƌĞ ǁŽŵĞŶ ?Ɛ
experiences of crime and criminal justice, and are mostly developed following intensive residencies 
in prisons in which the playwright uses creative writing to stimulate debate, discussion and artistic 
materials from the prisoners. ůĞĂŶƌĞĂŬ ?ƐĂƌƚŝƐƚŝĐǁŽƌŬŝƐƐĞĞŶ(in terms of funding as well as intent) 
as distinct from the education programme since the company aims to develop a public platform for 
the issues highlighted by feminist criminologists (particularly relating to unjust and unnecessary 
recourse to incarceration for women). The resulting plays are often critically acclaimed for their 
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engagement with the important issues that rarely get discussed outside policy circles (Gardner, 
2010).ii  What is important here is that the artist, rather than the prisoner/ participant is the author 
of the representation of the criminal justice system. It is for this reason that the plays merit critical 
attention, since the professional platform draws public attention to issues of criminological 
importance (not always unproblematically). There is a distinction to be made, however, between 
the social capital produced by the benevolent framing of participatory arts in prison practices 
critiqued by Cheliotis (2012a; 2012b) and the staging of women prison (McAvinchey, 2011). This 
distinction is largely due to aesthetic, fictional distance. dŚƵƐ ?ŝŶƐƚĞĂĚŽĨĂŶĂůǇƐŝŶŐĞĨĨŝĐĂĐǇŽƌ ‘ǁŚĂƚ
ǁŽƌŬƐ ? ?ƐƵĐŚĂƐƚŚĞƌĞůŝĂŶĐĞŽŶƌĞĚƵĐŝŶŐƌĞŽĨĨĞŶĚŝŶŐĂŶĚĞǆƚĞƌŶĂůĞǀĂůƵĂƚŝŽŶƐ ?ŽƌƐelf-perception 
ƋƵĞƐƚŝŽŶŶĂŝƌĞƐ ) ?ĂŶĂůǇƐŝƐŽĨĐƵůƚƵƌĂůƉƌŽĚƵĐƚƐƌĞůŝĞƐŽŶĐŽŶƐŝĚĞƌŝŶŐƚŚĞƉůĂǇǁƌŝŐŚƚƐ ?ĂĞƐƚŚĞƚŝĐĐŚŽŝĐĞƐ 
and their implications.   
 
In this article, I propose that performance has a role to play in exposing and subverting the 
conservative trends that abound in cultural products about women in prison precisely because it 
ŵŽǀĞƐďĞǇŽŶĚŝƐƐƵĞƐŽĨ ‘ƌĞƉƌĞƐĞŶƚĂƚŝŽŶ ?ĂƐŽƵƚůŝŶĞĚďǇZĂĨƚĞƌ ? ? ? ? ? ). Ferrell, Hayward and Young 
propose an understanding of cultural criminology that is predicated on this notion, stating that 
 
Culture suggests a sort of shared public performance, a process of public negotiation  W 
but that performance can be one of acquiescence or rebellion, that negotiation one of 
violent conflict or considered capitulation (2008: 4). 
In light of this statement, for women in prison, performances of both docility and resistance 
demonstrate something about the cultural force of the institution as well as the social context. This 
ŝƐŶŽƚ ?ŚŽǁĞǀĞƌ ?Ă ‘ƉƌŽďůĞŵ ?ƚŚĂƚƌĞŵĂŝŶƐĂƚƚŚĞůĞǀĞůŽĨǁŽŵĞŶƚhemselves, or the agents acting in 
their interests, but it extends to the potential for cultural products (including television, film, media 
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and performance) to actively resist, engage critically with, and challenge the narratives about 
women, crime and justice. The article analyses several plays, querying the stability or fixity of female 
ƉƌŝƐŽŶĞƌƐ ?ƐƵďũĞĐƚŝǀŝƚŝĞƐďǇƵŶƉĂĐŬŝŶŐƚŚĞǁĂǇƐƌĞĂůŝƐŵĂƐĂĚƌĂŵĂƚƵƌŐŝĐĂůĐŚŽŝĐĞŽƉĞƌĂƚĞƐ to uphold 
hegemonic positions that are in part spatially determined in carceral locations. It seeks to extend 
the established body of criminological literature that explores participatory practices (Balfour, 2004; 
Billone, 2009; Cheliotis, 2012a; 2012b; Clarke, 2004; Hughes, 1998; Merrill & Frigon, 2015; 
Thompson, 1998; Warner, 2001; 2004) to contribute to critical analysis of professional plays that 
stage women in prison.  
 
Challenging genres, resisting the cage 
This article furthers the argument put forward elsewhere (Walsh, 2012; 2014), in which I suggest 
that it is possible, through examining everyday performances and the habitus of incarcerated 
populations, to witness the subjective agency of prisoners as manifesting prisons as sites of 
openness and possibility, and not merely as sites of containment. ^ŽŵĞ ŽĨ ƚŚŝƐ  ‘ƐƉĂĐĞ-makiŶŐ ?
ŚĂƉƉĞŶƐŝŶƚƌĂŶƐŐƌĞƐƐŝǀĞŽƌƌĞƐŝƐƚĂŶƚĂĐƚƐƐƵĐŚĂƐ ‘ĚŝƌƚǇƉƌŽƚĞƐƚƐ ? ?ŚƵŶŐĞƌƐƚƌŝŬĞƐ ?ƌŝŽƚƐĂŶĚƌĞďĞůůŝŽŶƐ ?
ĂŶĚƐĞǆƵĂů  ‘ƚƌĂŶƐŐƌĞƐƐŝŽŶƐ ?ŽĨ ŝŶƐƚŝƚƵƚŝŽŶĂůŶŽƌŵƐ ?iii A recent promenade performance created by 
artist Mark Storor and produced by Artangel, a tender subject (2012) highlighted the disruption 
ďĞƚǁĞĞŶƉƌŝƐŽŶ ?ƐůŝŵŝƚĂƚŝŽŶƐĂŶĚƚŚĞƉŽƐƐŝďŝůŝƚŝĞƐĨŽƌŚƵŵĂŶĐŽŶŶĞĐƚŝŽŶ ?dŚĞƉĞƌĨŽƌŵĂŶĐĞĞŶŐĂŐĞĚ
audiences as witnesses of moments of tenderness between men (officers and prisoners) in prison.iv 
This brief gloss of a contemporary performance demonstrates the potential of experimental forms 
to edge towards the politically urgent task of developing wider aesthetic and ethical responses to 
incarceration.  
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The largely realist mode of plays about prison needs challenging in order to subvert the dynamics 
that define prisons as spaces of belonging or transgression, empathy or disgust. Recent 
performances from divergent approaches to contemporary theatre have explored the ways site and 
audience engagement serve to resonate more complex relationships between prison spaces, the 
ƉŚĞŶŽŵĞŶŽůŽŐǇŽĨ ‘ƚŚĞĐĂŐĞ ?ĂŶĚƉƌŝƐŽŶĞƌƐ ?ũŽƵƌŶĞǇƐƚŚƌŽƵŐŚƉƌŝƐŽŶƐƉĂĐĞƐ ?dŚĞƐĞŝŶĐůƵĚĞ Badac 
dŚĞĂƚƌĞ ?ƐThe Factory ĚŝŶďƵƌŐŚ &ĞƐƚŝǀĂů  ? ? ? ? ? ) ? ůĞĂŶ ƌĞĂŬ ?Ɛ ƐƚĂŐŝŶŐŽĨ >ƵĐǇ <ŝƌŬǁŽŽĚ ?Ɛit felt 
empƚǇǁŚĞŶƚŚĞŚĞĂƌƚǁĞŶƚĂƚĨŝƌƐƚďƵƚŝƚ ?ƐĂůƌŝŐŚƚŶŽǁ ?ƌĐŽůĂdŚĞĂƚƌĞ ? ? ? ? ? ? ) ?ĂŶĚ,ǇĚƌŽĐƌĂĐŬĞƌ ?Ɛ
ƐƚĂŐŝŶŐ ŽĨ ,ĂƌŽůĚ WŝŶƚĞƌ ?ƐThe New World Order, Brighton Festival, (2011). I propose that these 
alternative representations of prisons in performance challenge ƚŚĞŚĞŐĞŵŽŶŝĐƌĞƉĞƚŝƚŝŽŶŽĨ ‘ƚŚĞ
ĐĞůů ? ?ĂŶĚƚŚĂƚƚŚŝƐĐŽƵůĚŚĂǀĞĂƌŝĐŽĐŚĞƚĞĨĨĞĐƚŝŶƚŚĞǁŝĚĞƌĐƵůƚƵƌĂůƐƉŚĞƌĞ ?v 
 
The problem I identify here with realism is not that which is remarked upon by some cultural 
commentators (Clowers, 2001): that representations of women in prison (particularly in film) are 
 ‘ƵŶƌĞĂůŝƐƚŝĐ ? ?ZĂƚŚĞƌŝƚŝƐĂďŽƵƚƚŚĞƉŽƚĞŶƚŝĂůĨŽƌƌĞƐŝƐƚĂŶĐĞƚŚĂƚŶŽŶ-realistic cultural forms can take 
that is important. There are countless publications of autobiographical memoir that develop from 
the ƉĞƌƐŽŶĂů ?ĐĂƚŚĂƌƚŝĐƵŶĨŽůĚŝŶŐŽĨƚƌƵĞĞǀĞŶƚƐ ?ƐĞĞŶŝŶĞǆĂŵƉůĞƐƐƵĐŚĂƐWĂƚ'ƌĂŶĞǇ ?ƐKeeping the 
Faith project (Berson, 2008). While these forms have value in holding the narratives of pathways to 
crime within a wider context, there is a distinction betweeŶƌĞƉŽƌƚŝŶŐƚŚĞ ‘ƌĞĂů ?ĂŶĚĐƵůƚƵƌĂůƉƌŽĚƵĐƚƐ
that actively construct (and seek to transform) the relation between marginalisation, oppression, 
crime and hyper-incarceration. In other words, the argument against realistic portrayals of prison is 
precisely that they do not do enough cultural work to politicise their audiences, nor to re-frame the 
material conditions of women in prison.  
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As the work of interdisciplinary scholars attests, the value of a performative analysis is in the ways 
in which: 
 ? ? ? performance can also show up all the different ways in which `small' spaces can have 
`large' effects. For example, performance through doing has vocabularies of staging and 
layout, and knowledges of the way in which different stagings and layouts can call forth 
different dramatic effects, which are vital to our understanding of how bodies are sent about 
their daily business, positioned, and juxtapositioned in ways which think the world without 
drawing on cognition (Thrift, 2003: 2020). 
 
&ŽůůŽǁŝŶŐdŚƌŝĨƚ ?ƐFoucauldian understanding of spaces as constituting a wider disciplinary function, 
prisons can be analysed as performative. Yet if we (as consumers of cultural products) view the 
ŽƉĞƌĂƚŝŽŶƐŽĨĐƌŝŵŝŶĂůũƵƐƚŝĐĞĂƐ ‘ƚŚĞĂƚƌŝĐĂů ? ?ƚŚĞŶƐŽŵĞŽĨƚŚĞƉŽůŝƚŝĐĂůŝŵplications of incarcerated 
ďŽĚŝĞƐĂƌĞĞƌĂƐĞĚ ?^ŽƉŚŝĞEŝĞůĚĐƌŝƚŝƋƵĞƐƚŚĞǁĂǇƐƌĞƐŝƐƚĂŶĐĞŽƌŽƉƉŽƐŝƚŝŽŶƐĂƌĞĐĂůůĞĚ ‘ƚŚĞĂƚƌŝĐĂů ?
ƐŝŶĐĞƚŚŝƐƐĞƌǀĞƐƚŽƵŶĚĞƌŵŝŶĞƚŚĞŝƌůĞŐŝƚŝŵĂĐǇŽƌƚŚĞĐůĂŝŵƚŽƚŚĞ ‘ƌĞĂů ? ? ? ? ? ? P ? ? ) ?/ŶŽƚŚĞƌǁŽƌĚƐ ?
prison-as-performance presents a foreclosed morality that accepts the operations of power that 
ŝŶĐĂƌĐĞƌĂƚĞƐ ‘ĚĞǀŝĂŶƚƐ ? ?This approach thus demands an exploration of the means by which these 
operations of power are understood through representation. By turning here to the representations 
of prison (and women in prison) in plays, and the promotion of specific theatrical tropes, we can 
better understand the ways dramaturgical structures maintain (or indeed, subvert) dominant views. 
/ŶƚŚŝƐůŝŐŚƚ ?/ĚƌĂǁŽŶ:ŝůůŽůĂŶ ?ƐǁŽƌŬŽŶůĞƐďŝĂŶƉŽƐŝƚŝŽŶƐŝŶƐƚĂŐĞƌĞĂůŝƐŵ ? ? ? ? ? ) ?^ŚĞĞǆƉůŽƌĞƐƚŚĞ
ǁĂǇƐ ƌĞĂůŝƐŵ ƉƌŽŵŽƚĞƐ  ‘ƌĞĂĚĂďŝůŝƚǇ ? Žƌ ůĞŐŝďŝůŝƚǇ ŝŶ ƚŚĞ ƚĞƌŵƐ ŽĨ ƚŚĞ ƉƌĞƐƵŵĞĚ ƉĂƚƌŝĂƌĐŚĂů
(heterosexual) audience (1990: 43 W 45). For DolĂŶ ? ‘ůĞƐďŝĂŶƐĚŝƐĂƉƉĞĂƌƵŶĚĞƌƚŚĞůŝďĞƌĂůŚƵŵĂŶŝƐƚ
ŝŶƐŝƐƚĞŶĐĞƚŚĂƚƚŚĞǇĂƌĞũƵƐƚůŝŬĞĞǀĞƌǇŽŶĞĞůƐĞ ?ŝĨĨĞƌĞŶĐĞŝƐĞĨĨĞĐƚŝǀĞůǇĞůŝĚĞĚďǇƌĞĂĚĂďŝůŝƚǇ ? ? ? ? ? ? P
44). In much the same way, the apparently humanist positioning of women in prison films, plays and 
(2016)  ‘^ƚĂŐŝŶŐtŽŵĞŶŝŶWƌŝƐŽŶ PůĞĂŶƌĞĂŬdŚĞĂƚƌĞŽŵƉĂŶǇ ?ƐƌĂŵĂƚƵƌŐǇŽĨƚŚĞĂŐĞ ?Crime, 
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some media ĂƐ ‘ũƵƐƚůŝŬĞĞǀĞƌǇŽŶĞĞůƐĞ ?ĞƌĂƐĞƐƚŚĞƐƉĞĐŝĨŝĐŝƚǇŽĨǁŽŵĞŶ ?ƐďĂĐŬƐƚŽƌŝĞƐ ?^ŝŵŝůĂƌůǇ ?ďǇ
ĂĚŚĞƌŝŶŐƚŽƚŚĞĐŽŶƐƚƌƵĐƚŝŽŶƐŽĨĨĞŵĂůĞƉƌŝƐŽŶĞƌƐĂƐŚŽůĚŝŶŐďŝŶĂƌǇƉŽƐŝƚŝŽŶƐŽĨĞŝƚŚĞƌ ‘ŵŽŶƐƚĞƌƐ ?Žƌ
 ‘ǀŝĐƚŝŵƐ ?ŽĨƚŚĞƐǇƐƚĞŵ ?ƉůĂǇƐĐĂŶƌĞ-inscribe morallǇƵŶŝƚĂƌǇĂƉƉƌŽĂĐŚĞƐƚŽǁŽŵĞŶ ?ƐĚĞǀŝĂŶĐĞĂŶĚ
resistance. Many plays about women in prison hold a claim for resisting stereotypes and in 
opposition to the injustice of criminal justice processes, and yet, in the realist mode, the monster/ 
victim position seems to be an inescapable binary.vi  Although not explicitly dealing with the many 
valuable studies about victimisation (Erez et al, 2009; Kara, 2009; Kennedy, 2005; McKinnon, 2009; 
^ƚĞƌŶ ? ? ? ? ? ?tŝůĐŽǆ ? ?ƌƚƌĞǇ ? ? ? ? ? ), this binary is not intended to be the sole point of analysis 
here, but to serve as a means to explore how women in these specific playtexts are characterised. 
The particular relevance here is the need for research in feminist criminology to, as Heidensohn 
(2012: 131-132) points out, engage with gender, institutions, and develop studies that are 
intersectional. I will thus explore, through a close reading of several key play texts, the limitations 
of the dramaturgies of the cell.  
 
ůĞĂŶƌĞĂŬ ?ƐĂƌƚŝƐƚŝĐƉƌŽŐƌĂŵŵĞƐƚĂŐĞƐƚŚĞƉŽƚĞŶƚŝĂůĨŽƌre-imagining the structures and practices 
ŽĨǁŽŵĞŶ ?ƐĞǆŝƐƚĞŶĐĞ ŝŶƉƌŝƐŽŶ ?ƚƚĞŶĚŝŶŐƚŽďŽƚŚƉĞƌƐŽŶĂůĂŶĚƉŽůŝƚŝĐĂů ƐƚƌƵĐƚƵƌĞƐ ŝŶƉůĂǇƐŵĂǇ
remind audiences that there is a great deal of aesthetic and moral labour necessary in order to work 
towards a more radical, emancipatory platform for these concerns to be shared. This article furthers 
DĂƐŽŶ ?Ɛ ? ? ? ? ? )ĐƌŝƚŝƋƵĞŽĨƚŚĞƐůŝƉƉĂŐĞďĞƚǁĞĞŶƌĞƉƌĞƐ ŶƚĂƚŝŽŶĂŶĚƚŚĞ ‘ƌĞĂů ?ĞǆƉĞƌŝĞŶĐĞŽĨƉƌŝƐŽŶ
ŝŶtŝůƐŽŶ ?K ?^ƵůůŝǀĂŶ ?Ɛ ? ? ? ? ? )ďŽŽŬImages of Incarceration: Representations of Prison in Film and 
Television. Since media and cultural products are inextricably bound up in the circulations of 
meaning around crime and justice, it is not difficult to understand that the existing tropes of prison 
and prisoners serve a wider disciplining function about transgression and social norms. 
Furthermore, it is not (always) the intention of artistic representations to mimic real life, and in the 
(2016)  ‘^ƚĂŐŝŶŐtŽŵĞŶŝŶWƌŝƐŽŶ PůĞĂŶƌĞĂŬdŚĞĂƚƌĞŽŵƉĂŶǇ ?ƐƌĂŵĂƚƵƌŐǇŽĨƚŚĞĂŐĞ ?Crime, 
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21st century, theatre genres offer alternative practices that may indeed move representations of 
women in prison beyond normative gender structures. Performance too relies on various norms and 
structures. Rebecca Prichard, a long-term affiliate playwright of Clean Break says  
 
/Ĩ ǇŽƵ ǁƌŝƚĞ ƌĞĂůůǇ ƌĞĂůŝƐƚŝĐ ƐƚƵĨĨ ? ƚŚĂƚ ?ƐƉƵƌĞůǇ ƌĞĂůŝƐƚŝĐ and you stick to traditional 
structures, you give an expectation or pattern that fulfills itself, as if you are saying 
everythiŶŐŝƐĚŽŽŵĞĚ ?/ĨǇŽƵĚŽƉƵƌĞƐŽĐŝĂůƌĞĂůŝƐŵ ?ŝƚĨĞĞůƐƚŽŵĞĂƐŝĨǇŽƵĂƌĞŬŝŶĚ
of saying this is the way it is and all we can do is despair (cited in Aston, 2010: 585). 
 
Relating this to the prison aesthetic in theatre, I propose that what is needed is more resistance to 
the gritty, fearful sites of conflict that loom large in the prison imagination, mostly only ruptured by 
dream sequences. Instead, there is a greater need for dramaturgies that explore the fragility of 
mental health, thereby drawing on the possibility for absurd, or horrifying, or hallucinatory visions 
to be shared by the audience. In the latter half of the article, I deploy the theoretical and 
methodological concerns of a feminist structure of feeling in order to articulate more clearly how 
performances about prison necessarily operate within given structures, but also provides affective 
possibilities. Thus, the argument serves to provide a new point of analysis in cultural criminology 
from the perspective of performance studies, in addition to the more prevalent media analyses 
(Brown, 2009; Carrabine, 2010; Jewkes, 2007).   
 
Towards feminist structure of feeling as methodology 
The article turns towards a well-worn analytic concept from literary studies  W structure of feeling  W 
in order to make an argument for a feminist re-appropriation in relation to women in prison and 
their ƌĞƉƌĞƐĞŶƚĂƚŝŽŶƐ ŝŶ ƉĞƌĨŽƌŵĂŶĐĞ ? ZĂǇŵŽŶĚ tŝůůŝĂŵƐ ? ĨŽƌŵƵůĂƚŝŽŶ ŽĨ ƚŚĞ ƐŽĐŝĂů ĂŶĚ ĐƵůƚƵƌĂů
(2016)  ‘^ƚĂŐŝŶŐtŽŵĞŶŝŶWƌŝƐŽŶ PůĞĂŶƌĞĂŬdŚĞĂƚƌĞŽŵƉĂŶǇ ?ƐƌĂŵĂƚƵƌŐǇŽĨƚŚĞĂŐĞ ?Crime, 
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contexts of analysis offers a framework for exploring how meanings and values are experienced  W 
and in particular, how relations between experiences and formal/ systemic beliefs are variable. As 
a (contested) term, used in relation to performance analysis, it offers a means of engaging with 
ideological structures as well as the images, gestures and performances that emerge from these 
structures. For Williams,    
 
certain experiences, meanings and values which cannot be expressed or substantially 
verified in terms of the dominant culture are nevertheless lived and practiced on the basis 
of the residue ? cultural as well as social ? of some previous social and cultural institution 
or formation (1977: 122). 
 
>ŝƐĂWĞƐĐŚĞůĐŽŶƐƚƌƵĐƚƐĂĐŽŵƉĞůůŝŶŐĂƌŐƵŵĞŶƚĨŽƌƌĞĐŽŶƐŝĚĞƌŝŶŐZĂǇŵŽŶĚtŝůůŝĂŵƐ ? ‘ƐƚƌƵĐƚƵƌĞƐŽĨ
ĨĞĞůŝŶŐ ?ĂƐĂŵĞƚŚŽĚŽůŽŐŝĐĂůĂƉƉƌŽĂĐŚ ?^ŚĞƉŽƐŝƚs that by examining 
 
the specific type of affect, the spatial and temporal nature of the structure it engenders, 
ĂŶĚƚŚĞƐƚƌƵĐƚƵƌĞ ?ƐƌĞůĂƚŝŽŶƐŚŝƉƚŽƉŽǁĞƌ ?and describing how they manifest themselves 
in the situations we are attempting to analyze, we may actually conform more closely, not 
to the letter of his definition, but to its spirit (2012: 171). 
 
The value of structure of feeling is that it asks us to articulate the specificities of forms and 
conventions that present and represent different socialities ?/ŶŝƚƐĐŽŶƐŝĚĞƌĂƚŝŽŶŽĨ ‘ĞŵĞƌŐĞŶĐĞ ? ?ŝƚ
ŝƐŝŶĐŽŶĨůƵĞŶĐĞǁŝƚŚĐƵůƚƵƌĂůĐƌŝŵŝŶŽůŽŐǇ ?ƐŵĞƚŚŽĚŽůŽŐŝĐĂůĂƉƉƌŽĂĐŚĞƐ ?ůĂŝŶĞƐƚŽŶ ?ƐĨŽƌŵƵůĂƚŝŽŶ
of a feminist structure of feeling (2003) is particularly useful in this study, since the feminist 
perspective necessarily engages with the ways entrenched patriarchal views become structured as 
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normative; and that concomitant artistic choices in aesthetic representations of women are 
inflected with these underlying structures. Aston characterises a shift in contemporary performance 
of the 1990s that ultimately presented women as not merely victims of violence, but also as 
perpetrators (2003: 10). She draws attention to the social inequalities and injustices presented in 
ƉůĂǇƐ ?ĂŶĚƚŚĞŶĚĞĨŝŶĞƐƚŚĞ ‘ƌƵƉƚƵƌĞ ?ŽƌĚŝƐĐŽŶƚŝŶƵŝƚǇŽĨƌĞĚĞĨŝŶŝŶŐ ‘ĂŐĞŶƚŝĂů ?ǁŽŵĞŶĂƐŶŽƚŵĞƌĞůǇ
passive recipients of violence, nor as aping the violence of others, but as agents reacting to structural 
ůĞŐĂĐŝĞƐ ?dŚŝƐŝƐŝŶĐŽŶĨůƵĞŶĐĞǁŝƚŚZŽĐĞƐ ? ? ? ? ? ? )ĨĞŵŝŶŝƐƚƐĐŚŽůĂƌƐŚŝƉŽŶƐĞǆƚƌĂĨĨŝĐŬŝŶŐŝŶǁŚŝĐŚ, for 
example the victim-ƐƵƌǀŝǀŽƌĚǇĂĚŝƐĐĂůůĞĚĂ ‘ĚŽƵďůĞŶĂƌƌĂƚŝǀĞ ? ?vii 
 
This needs further unpacking in relation to women perpetrators of violent crime (see for example 
Hart, 1994), but in this argument, the notion of resistance is related to the interrelationship between 
the individual, affect and the extant power structures of the institution. These reactions may be 
productive or destructive, and as such, transgressive resistances present an understanding of the 
multiple ways affect complicates neat narratives. While realism proposes unity of meaning, other 
dramaturgical strategies can be valuable for the possibility of multiple, contradictory, and messy 
affect they promote. The female protagonists are rendered complex, rather than simplified, by 
these plĂǇǁƌŝŐŚƚƐ ?ZĂƚŚĞƌƚŚĂŶďĞŝŶŐĐĂƐƚŝŶŽŶĞŽĨƚŚĞƚŚƌĞĞĐĂƚĞŐŽƌŝĞƐ ‘ǀŝĐƚŝŵ ? ? ‘ƐƵƌǀŝǀŽƌ ? ?Žƌ ‘ŚĞƌŽ ? ?
they shift, mercurially, between them.  The following section engages with these shifts by exploring 
examples of plays by playwrights commissioned by Clean Break. The first short play by Chloë Moss 
functions to illuminate a dramaturgical point, and is not analysed in as much detail as the second.  
 
In Fatal Light, which is a one-act play from the Charged programme at Soho Theatre in 2010 and 
2011, Moss (2011) uses very short scenes structured in a reverse time sequence to indicate the 
consequences of imprisonment. The first scene concerns Maggie, who is a mother being informed 
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by a police officer that her daughter has killed herself in custody. The narrative shifts from the ways 
in which the daughter, Jay, is trying to cope with being in prison (scared and lonely on her first night 
with an unsympathetic pad-mate and no one to talk to) to how Jay had been threatened with losing 
her daughter, Aine, tracing back family divisions to before Jay's birth. The reversed structure gives 
the audience a sense of the fragility of space and time inside, particularly highlighting the difficulty 
of the routine separation of mothers from their children. The play constructs a delicate structure of 
maternal feeling that is examined as a kind of reversed legacy: loss that is repeated through 
imprisonment and suicide, and emotional despair that seems like a bloodline.  
 
The third short scene in the play introduces the young girl Aine into the prison cell, as Jay tries to 
comfort her, warm up her cold feet and warn her about being a good girl for her grandmother, who 
has ended up looking after her. In this scene, the presence of theatre allows for the transformation 
of the prison cell as bounded, singular and impenetrable into a space in which the little girl can join 
her mother for a cuddle. This formulation of the space creates the prison cell not merely a site of 
memories or fantasy (as in dream sequences, which in film are often marked out by different 
lighting, colour palettes and eras). Rather, the cell is permeable to desires  W at least for a short while 
 W ƵŶƚŝů:ĂǇ ?ƐŚŽůĚŽŶŚĞƌĚĂƵŐŚƚĞƌŝƐůŽƐƚ ?ĂŶĚƐŚĞďĞŐŝŶƐƐĐƌĞĂŵŝŶŐĂŶĚďĂƚƚĞƌŝŶŐƚŚĞĐĞůůĚŽŽƌ ? 
 
This one act play is positioned here in order to demonstrate the potential of innovation in staging  W 
in which the cell doĞƐŶŽƚŐĞƚƌĞƉƌĞƐĞŶƚĞĚĂƐƚŚĞ ‘ĂŶƐǁĞƌ ?ƚŽĂŶƵŶƌƵůǇǁŽŵĂŶ ?ďƵƚƚŚĞ ‘ƋƵĞƐƚŝŽŶ ?
as to how Jay, a vulnerable young woman, could be failed by the criminal justice system. It is worth 
ŶŽƚŝŶŐŚĞƌĞƚŚĂƚDŽƐƐĚŽĞƐŶŽƚŐĞƚĂŶǇŵŽƌĞƐƉĞĐŝĨŝĐĂďŽƵƚ:ĂǇ ?ƐŵĞŶƚĂůŚĞĂůƚh or her charge than 
that  W ŝŶĚĞĞĚ ?ŵĂŶǇŽĨůĞĂŶƌĞĂŬ ?ƐƉůĂǇƐƉŽƐĞĐƌŝƚŝĐĂůƋƵĞƐƚŝŽŶƐƚŽƐƚĂƚĞĂƉƉĂƌĂƚƵƐƚŚĂƚŝƐĚĞƐŝŐŶĞĚ
to protect the marginalised, but that often ends up perpetuating inequalities and injustice.viii The 
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reasons, according to feminist criminologists, range from cycles of poverty to racial and ethnic 
marginalisation (Carlton & Segrave, 2013; Gelsthorpe and Morris, 2002; Heidensohn, 1996; 2012; 
^ŵĂƌƚ ? ? ? ? ? ?^ƚĞƌŶ ? ? ? ? ? ) ?/ŶƚŚŝƐƉůĂǇƚŚĞƌĞŝƐŶŽĞǀŽĐĂƚŝŽŶŽĨ:ĂǇ ?ƐĐƌŝŵĞ ?ŶŽŵĞŶƚŝŽŶŽĨŚĞƌŐƵilt 
or innocence, but rather, the focus is on the relationships between generations of mothers and 
daughters, refracted through the imagery of systemic institutional failures.  
 
The well-known conversation between Angela Davis and Gina Dent (2001) casts thĞ  ‘ƉƌŝƐŽŶ ĂƐ
ďŽƌĚĞƌ ? ? Ă ĐŚĂƌĂĐƚĞƌŝƐĂƚŝŽŶ Ɛƚemming from the marking out of ontologies of freedom vs. 
incarceration instead of the more usual demarcation of nation states. This prison/ borderland is 
both a spatial site of uncertainty and marks out the legal rights and responsibilities on the bodies of 
those incarcerated there. The deployment of borders here is instructive in thinking about the ways 
in which theatre spaces operate as borderlands too  W ŽƵƚƐŝĚĞŽĨ ‘ƌĞĂů ?ƚŝŵĞ ? ‘ŶŽƌŵĂů ?ůŝĨĞĂŶĚƚŚĞ
rules that goǀĞƌŶ ŽƵƌ ƵƐƵĂůůǇ ĐŽŶƐĞƌǀĂƚŝǀĞ ŽƉƚŝĐ ŝŵĂŐŝŶĂƌŝĞƐ ? /ŶƐƚĞĂĚ ƚŚĞĂƚƌĞ ?Ɛ ƉŽƚĞŶƚŝĂů ŝƐ ŝŶ ŝƚƐ
capacity to shift the territories of understanding, engagement and imagination and release 
audiences anew. This is, of course, utopian and relies on the potential for work rooted in social 
justice to contribute towards wider political projects. In the case of Clean Break, this is an explicitly 
feminist approach.  
 
It felt empty: Criminalising dreams and desires 
The second performance I will analyse here is another Clean Break commission - >ƵĐǇ<ŝƌŬǁŽŽĚ ?Ɛit 
ĨĞůƚĞŵƉƚǇǁŚĞŶƚŚĞŚĞĂƌƚǁĞŶƚĂƚĨŝƌƐƚďƵƚŝƚ ?ƐĂůƌŝŐŚƚŶŽǁ (Arcola, 2009).ix Like Fatal Light (Moss, 
2011), this work also relies on a reversed achronological time sequence that maintains a sense of 
actions and their consequences. However, it relies on dreamscapes and uses promenade, breaking 
the predominance of realism as aesthetic mode of prison drama.x As in the prior example, audiences 
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are asked to question the legitimacy of consequences of arrest when the suspect is herself a victim 
of the crime of sex-trafficking. 
 
The play is mostly a dramatic monologue presented by Dijana Polanēec, an Eastern European 
woman who, we quickly learn, is a sex-worker.xi Part One has the audience seated in a small room 
around a bed, wŚĞƌĞǁĞǁŝƚŶĞƐƐŝũĂŶĂƉƌĞƉĂƌŝŶŐĨŽƌŚĞƌ ‘ůĂƐƚĐůŝĞŶƚ ? ?^ŚĞĂĚŵŝƚƐƚŽƵƐƚŚĂƚƐŚĞŚĂƐ
ǁŽƌŬĞĚŽƵƚŚĞƌ ‘ŶƵŵďĞƌƐ ? W that she had been led to believe she would be freed after she bought 
ŚĞƌ ĨƌĞĞĚŽŵ ǁŝƚŚ  ? ? ? ? ? ? ? ŐĂƚŚĞƌĞĚ ƚŚƌŽƵŐŚ ƐĞǆƵĂů ůĂďŽƵƌ ? ŝũĂŶĂ ?Ɛ ŝŵƉƌĞƐƐŝve capacity for 
calculations sets a parameter  W a sensible framework  W to her incarceration by the traffickers, one 
ŽĨǁŚŽŵ ŝƐĐĂůůĞĚĂďĂĐ ? /Ŷ ƚŚŝƐ ĨŝƌƐƚ ƐĞĐƚŝŽŶ ?ŽƵƌƉƌŽǆŝŵŝƚǇ ƚŽ ƚŚĞǁŽŵĂŶ ?ƐďŽĚǇƐƚŝŵƵůĂƚĞƐƚŚĞ
sense of witnessing her abuse at the hands of up to thirty men every day  W while the only body 
ĂĐƚƵĂůůǇƉƌĞƐĞŶƚŝŶƚŚĞƐƉĂĐĞŝƐŝũĂŶĂ ?Ɛ ?dŚĞƐĞĐƚŝŽŶĞŶĚƐǁŝƚŚŝũĂŶĂƉƌŽŵŝƐŝŶŐƚŽĐŽŵĞĂŶĚĨŝŶĚ
someone in Brighton. She has directed her promises of escape in the first scene to this unknown 
 ‘ůŝƚƚůĞĐůŽǁŶ ? ? ? ? ? ? P ? ) ?tĞŝŵĂŐŝŶĞƚŚĂƚŝũĂŶĂŚĂƐďĞĞŶ ĨŽƌĐŝďůǇƉĂƌƚĞĚĨƌŽŵŚĞƌĐŚŝůĚ ?ĂŶĚƚŚĂƚƐŚĞ
will attempt to find her in Brighton when she regains her freedom. Dijana holds onto an image of 
her reunion with the child on Brighton Pier, where she promises they will eat chips together.  
 
WĂƌƚdǁŽƉĂƌƚŝĂůůǇĞǆƉůĂŝŶƐŝũĂŶĂ ?ƐĞƐĐĂƉĞ ?ĨƚĞƌǁĞŵŽǀĞƚŚƌŽƵŐŚĂ ůŝŵŝŶĂů ƐƉĂĐĞďĞƚǁĞĞŶƚŚĞ
room in the brothel, following Dijana, who has climbed through an air vent in the wall, we see her 
clambering through a transparent pipe. We walk through an installation of kitsch teddies and 
ĐŚŝůĚƌĞŶ ?ƐĐůŽƚŚĞƐĂŶĚƉĂƵƐĞŝŶĂůŽŶŐ ?ƐƚĞƌŝůĞĐŽƌƌŝĚŽƌǁith miniature doors, and hard benches facing 
one another. Dijana confesses that she escaped the brothel after Babac is arrested for fraud, and 
made her way to Brighton, as promised.  
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In Brighton we ate chips, I had enough money for chips. Not enough money for swimming 
suit because it was like fifteen UK pounds but it was a big shop and I know what I am doing 
ĂŶĚĂďĂĐ ?ƐĐŽĂƚŚĂǀĞďŝŐpockets and the swimming suit it is so fucking pretty and I know 
you would look so beautiful in it and what am I supposed to do put you in the sea in your 
fucking underwear? (2009: 23). 
 
Dijana has escaped sex-slavery without the attention of the police, has begged for money to get to 
Brighton in search of her child, and is subsequently arrested stealing a swimming suit. 
 
At police station, they were shits. Question they ask. The worst was woman police, she 
talk for like hours and I tell her everything again and then she go 
 
You say you wanted the item for your daughter, Miss Polanēec? And the man, he whisper 
something in her ear like I am not sitting right there, and then she go [sic] 
 
Oh.  
 
But she still say it again she say [sic] You claim you take the item for your daughter. 
 
ŶĚ/ŬŶŽǁƐŚĞ ?ƐŐŽƚŝƚƌŝŐŚƚƚŚĞƌĞŽŶƚŚĞƉĂƉĞƌĨƵĐŬŝŶŐ ?ŝŶĨƌŽŶƚŽĨŚĞƌƐŽǁŚĂƚĂƐƚƵƉŝĚ
fucking question but I just say Yes. 
 
Then there is a big quiet. And then she go [sic] You understand Miss Polanēec, that you 
are against UK law?  
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Beat. 
 
/ƐĂǇ/ĚŽŶ ?ƚŬŶŽǁ ? 
 
^ŚĞƐĂǇ ?ƐŝĐ ?zŽƵĚŽŶ ?ƚŬŶŽǁ ? 
 
I say No (2009: 22-23). 
 
ŝũĂŶĂ ?ƐĞǆƉůĂŶĂƚŝŽŶƚŽƚŚĞƉŚĂŶƚŽŵ-child is interrupted by Gloria  W a loud, exuberant cell-mate who 
ŝŶŝƚŝĂůůǇĨƌŝŐŚƚĞŶƐƚŚĞŶƉĂĐŝĨŝĞƐŝũĂŶĂ ?'ůŽƌŝĂ ?ƐƉƌĞƐŶĐĞŝƐexplanatory, charting the alliances of trust 
ŶĞĞĚĞĚĨŽƌ ‘ƐƵƌǀŝǀĂů ?ŝŶƚŚĞƉƌŝƐŽŶ ?^ŚĞĂůƐŽƌĞǀĞĂůƐƚŚĞŝŶĞƋƵĂůŝƚŝĞƐŝŶƉƌŽǀŝƐŝŽŶŽĨďĂƐŝĐƌŝŐŚƚƐ ?ƐƵĐŚ
as access to lawyers and healthcare. 
 
Gloria. They send you a lawyer already? 
 
Beat. 
 
Dijana. Today. 
 
Gloria. Today? Oh shit. You are lucky. I have been waiting time. They never send me one 
yet. They send you one already? What did he say? 
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Dijana. She say. [sic] When ninety-six days are over I maybe leave here and go somewhere 
else (2009: 28). 
 
Dijana is Eastern European, and Gloria is of West African ĚĞƐĐĞŶƚ ?<ŝƌŬǁŽŽĚ ?ƐƚƌĞĂƚŵĞŶƚŽĨƌĂĐŝĂů
and ethnic stereotypes through this middle section puts forward a reflection of what encounters 
are to be expected in prison. 'ůŽƌŝĂ ?ƐŽǀĞƌƚĂƚƚĞŶƚŝŽŶǁŚŝůĞƐŚĞďƌƵƐŚĞƐŝũĂŶĂ ?ƐŚĂŝƌƌĞŝŶĨŽƌĐĞƐƚŚĞ
tendency of cultural producers (in films, media representations, and theatre) to create typologies 
of prisoners. She describes various nationalities of the other women in prison, and their 
shortcomings, and claims that she will protect Dijana while she strokes her arm, and tries to sleep 
ŝŶŚĞƌďĞĚ ? ‘'ůŽƌŝĂǁŝůůƐŽƌƚƚŚĞŵ ?ŶǇŽŶĞƚŽƵĐŚǇŽƵ ?'ůŽƌŝĂ ?ŶǇŽŶĞƐĂǇƐŽŵĞƚŚŝŶŐ ?'ůŽƌŝĂ ?ŶǇŽŶĞ
 W ĂŶǇƚŚŝŶŐ ?'ůŽƌŝĂ ?KŬĂǇ ? ? ? ? ? ? ? P ? ? ) ?
 
'ůŽƌŝĂ ?ƐŬŝŶĚŶĞƐƐŝƐƵŶĞǆƉĞĐƚĞĚ ?ĂůŵŽƐƚŵĂƚĞƌŶĂů ?zĞƚher insistence on touch, and compliance with 
the lights-out unsettle Dijana, who struggles, and bites Gloria in an attempt to escape from her 
grasp. The presumed conflation of maternal care, lesbian predation and protection against  ‘KƚŚĞƌƐ ?
is particularly vicious in this scene. <ŝƌŬǁŽŽĚ ?ƐĚĞƉůŽǇŵĞŶƚŽĨĐŚĂƌĂĐƚĞƌƚǇƉŽůŽŐǇŝƐƉĂƌƚŝĐƵůĂƌůǇĂĐƵƚĞ
here, and she does not move away from the readings of Other women as monstrous. Although 
Dijana is a foreign woman whose ignorance and naivety lands her in prison, GlŽƌŝĂŝƐ ‘ŵŽƌĞĨŽƌĞŝŐŶ ?
and more threatening reflecting a propensity for hierarchies in the criminal justice system. These 
hierarchies are evident not only within the daily habitus of women who relate to one another 
according to what crimes result in conviction, but also according to other categories, and particularly 
the ways in which the relationships between local/ foreign ? ‘ŚĞƌĞ ? ‘ƚŚĞƌĞ ?ĂƌĞĚĞƉůŽǇĞĚ.  
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The final scene in the play moves the audience to a large warehouse full of the debris of packing for 
ŚŽůŝĚĂǇƐ ?tĞƌĞĂůŝƐĞǁĞŚĂǀĞŐŽŶĞďĂĐŬŝŶƚŝŵĞ ?ĂƐŝũĂŶŝƐƉƌĞŐŶĂŶƚ ?ǁĂŝƚŝŶŐĨŽƌŚĞƌ ‘ďŽǇĨƌŝĞŶĚ ?
Babac, who, we are told, has organised a holiday for them. Dijana is talking to her unborn baby as 
she prepares for their holiday. She explains that Babac took her passport to prepare for the holiday, 
and kept it in a safe. While she packs, Dijana is answering calls, and organising escorts for various 
clients. She muddles through an explanation for what happened earlier that day: as she was sent 
out to clean the rooms occupied by the sex-ǁŽƌŬĞƌƐ ?ƐŚĞŵĞĞƚƐĂǁŽŵĂŶǁŚŽƵƐĞĚƚŽ ‘ǁŽƌŬƚŚĞ
ƉŚŽŶĞƐ ?ďƵƚŶŽǁǁŚŽ ‘ĚŽĞƐƚŚŝƐ ? ? ? ? ? ? P ? ?- 46). Dijana interrupts her conversation with the unborn 
baby to discuss holiday plans with Babac on her telephone. Between navigating her relationship 
ǁŝƚŚƚŚĞĐŚŝůĚ ?ƐĨĂƚŚĞƌ ?ŚĞƌũŽďĂŶĚƚŚĞĐŚŝůĚ ?ŝũĂŶĂŝƐďƵŝůĚŝng a fantasy of a normative family life. 
She does not recognise the symptoms of control and domestic violence as she narrates her romance, 
and her excitement about being a mother. In her discussion with the baby, she glosses over the 
ƐĞĐƚŝŽŶƐŽĨĂďĂĐ ?ƐƐƚŽƌǇƚŚĂƚĞǆƉŽƐĞŚŝŵĂƐĂĐƌƵĞůĂŶĚŵĂŶŝƉƵůĂƚŝǀĞƉŝŵƉ ?ĂŶĚŝŶƐƚĞĂĚĨŽĐƵƐĞƐŽŶ
how she can be proud of herself: 
 
And I know this sound like I am like, so full of myself, but I love also how much I can be 
proud of myself. 
 
Cos I make this happen. This morning, when I give my passport to Babac, I look at it and I 
think  
 
WOW! 
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How much has happen since I last went on the plane! I never done nothing brave in my 
whole fucking life before and maybe I still be stuck in shit-smell apartment married to 
fucking coach driver but I save money so hard and I book the ticket. And I be brave. And I 
come here. And I am scared but also I hope. And I meet a man. And I fall in love. And I 
make you! (2009: 50). 
 
As she waits for Babac to enter the locked room to rub her feet, we notice bloodstains on the back 
of her dress. They are not explained, as they spread. We listen to Dijana imagining her future with 
the baby, after the vacation. The spreading stain on her dress demonstrates her loss of the foetus. 
/ŶƚŚĞƉĞƌĨŽƌŵĂŶĐĞ ?ƚŚĞƉƌŝŽƌƐĐĞŶĞƐĂƌĞƉƌĞĚŝĐĂƚĞĚŽŶŽƵƌƵŶĚĞƌƐƚĂŶĚŝŶŐŽĨŝũĂŶĂĂƐ ‘ŵŽƚŚĞƌ ? ?ŽƵƌ
sympathies for her search for her lost child compounded by her victimisation as a sex-slave. In the 
final moments of the play, we are offered a way of understanding her victimisation. Having been 
ĂďĂĐ ?Ɛ ‘ŐŝƌůĨƌŝĞŶĚ ? ?ŝũĂŶĂ ?ƐƉƌĞŐŶĂŶĐǇ ?ƐŚĞƚĞůůƐƵƐ ?ŝƐǁŚĂƚŚĞĐĂůůƐĂ ‘ƐƉĂŶŶĞƌ ?ŝŶƚŚĞǁŽƌŬƐ ? ? ? ? ? P
50). Once Dijana has been subjected to pregnancy and becomes victim of poisoning causing the 
onset of miscarriage, she is no longer a partner, but a female body as object. Her baby becomes the 
phantom  W an affective presence to which she refers consistently thereafter. This imagery is 
consistent with an undersƚĂŶĚŝŶŐ ŽĨ ƚŚĞ ŚĂƵŶƚŝŶŐ ƐƉĞĐƚƌĞ ŽĨ ŵŽƚŚĞƌŚŽŽĚ ŝŶ ǁŚŝĐŚ ǁŽŵĞŶ ?Ɛ
identities as mothers suggests a presence of children in their thoughts as they undertake their 
ƐĞŶƚĞŶĐĞƐ ? /Ŷ ƚŚŝƐ ƉůĂǇ ? ŚĞƌ ƉĞƌĨŽƌŵĂŶĐĞ ŽĨ ŵŽƚŚĞƌŚŽŽĚ ? ĚĞƐƉŝƚĞ ƚŚĞ ŵŝƐĐĂƌƌŝĂŐĞ ? ŝƐ ŝũĂŶĂ ?Ɛ
performance for survival.  
 
Resisting Typologies: Legibility of women as victim, survivor, or hero 
<ŝƌŬǁŽŽĚ ?Ɛ ƉůĂǇ ƉƌŽǀŝĚĞƐ Ă ǀĂůƵĂďůĞ ĞǆĂŵƉůĞ ŽĨ ĂŶĂůǇƐŝƐ ŝŶ ƌĞůĂƚŝŽŶ ƚŽ Ă ŵŽĚĞů ƚŚĂƚ ĐŽŶƐŝĚĞƌƐ
ĐĂƚĞŐŽƌŝĞƐ ‘ǀŝĐƚŝŵ-survivor-ŚĞƌŽ ?ŶŽƚĂƐĚŝƐĐƌĞƚĞďƵƚinterconnected and often simultaneous.xii This 
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is done primarily by positioning the audience as witness to the ways a young woman has been 
ƌĞƉĞĂƚĞĚůǇ ĨĂŝůĞĚ ďǇ ƐŽĐŝĞƚǇ ? ĨŝƌƐƚůǇ ? ďǇ ďĞůŝĞǀŝŶŐƚŚĂƚ ŵŽŶĞƚĂƌǇ ĞǆĐŚĂŶŐĞ ĨŽƌ  ‘ƉƌŽƚĞĐƚŝŽŶ ? ďǇ Ă
strange man in a foreign country is legitimate; and her subsequent control by a boyfriend who turns 
out to be a pimp. Secondly, her repeated abuse by customers, and the connected profiteering of an 
unscrupulous man from her sexual labour indicates her victimisation as a sexual object. The failings 
of the criminal justice system are also alluded to, in which, as feminist criminology suggests, female 
victims of trafficking are not believed by the authorities, and are presumed guilty of crimes instead 
of being treated as victims of crime (Erez et al, 2009; Heidensohn, 2012; Prison Reform Trust, 2010). 
ŽƚŚ 'ůŽƌŝĂ ?Ɛ ĂŶĚ ŝũĂŶĂ ?Ɛ ƐƚŽƌŝĞƐ ĚĞŵŽŶƐƚƌĂƚĞ ƚŚĞ ŝŶƐŝƐƚĞŶĐĞ ŽĨ ĂƵƚŚŽƌŝƚŝĞƐ ? ƌĞĂĚŝŶŐƐ ŽĨ ĨŽƌĞŝŐŶ
bodies as necessarily deviant. Both women are held morally responsible for being in the UK illegally, 
and being complicit with criminal activities, even though they had little agency in either choice. In 
ĞĨĨĞĐƚ ?ƚŚĞĨŽƌĞŝŐŶǁŽŵĞŶĂƌĞƉƵŶŝƐŚĞĚĨŽƌďĞŝŶŐ ‘ŽƵƚŽĨƉůĂĐĞ ? ?<ŝƌŬǁŽŽĚ ?ƐƉůĂǇƐƚĂŐĞƐƚŚĞŵĞŶƚĂů
health stresses both women experience as overlooked by the system.xiii 
 
<ŝƌŬǁŽŽĚ ?ƐĚĞĐŝƐŝŽŶƚŽŝŶĐůƵĚĞĂƐĞĐŽŶĚƉĞƌĨŽƌŵĞƌŝŶƚŚĞƉƌŝƐŽŶĐĞůůƐĞƋƵĞŶĐĞŝƐƉĞƌŚĂƉƐƚĞůůŝŶŐ ?/ƚ
is as if the cell itself needs several perspectives  W both to offer more force to the political positioning 
of the work by including a range of experiences  W and ƚŽ ƐŚŝĨƚ ĂƚƚĞŶƚŝŽŶ ĨƌŽŵ ŝũĂŶĂ ?Ɛ ŝŶƚĞƌŶĂů
monologue to another person. In other words, the processes of incarceration demand a social 
response, and cannot be thought of as internal processes. By having the audience witness two 
bodies in the cell, Kirkwood demands recognition that the problem of incarcerating women (in this 
ĐĂƐĞ ?ƐƉĞĐŝĨŝĐĂůůǇ ?ǁŽŵĞŶǁŚŽĂƌĞǀŝĐƚŝŵƐŽĨŽƚŚĞƌƐ ?ĐƌŝŵĞƐ ) ?ĂƌĞŵƵůƚŝƉůŝĞĚ ?ƐĂŶĂĞƐƚŚĞƚŝĐĐŚŽŝĐĞ ?
Kirkwood includes the audience in the sphere of accountability for where Dijana is incarcerated W 
initially as silent witnesses to her sex-slavery, then as bodies lined up in the prison cell, and lastly in 
a locked room, sitting or standing amongst the debris of a domestic life.  
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In the firsƚĂŶĚůĂƐƚƐĐĞŶĞƐ ?ŝũĂŶĂ ?ƐƐŽůŝƚƵĚĞƉƌŽǀŝĚĞƐĂĐŽŵƉĞůůŝŶŐ ?ŝŶƚŝŵĂƚĞǀŝĞǁŽĨĂǁŽŵĂŶůŽĐŬĞĚ
in a single room. The device of having her address her child offers a particular perspective as 
maternal tutelage becomes the mode through which we understand how Dijana survives in the UK 
by learning the language, by cleaning, by adding up numbers, and learning to perform sexually for 
ŚĞƌ ĐƵƐƚŽŵĞƌƐ ? zĞƚ ? ŝũĂŶĂ ?Ɛ ĨŝŶĂů ƐƉĞĞĐŚ ĚĞŵŽŶƐƚƌĂƚĞƐ Ă ĐŽŶƚƌĂĚŝĐƚŽƌǇ ƉŽƐŝƚŝŽŶ ŽĨ ŚĞƌƐĞůĨ ĂƐ
empowered by undertaking the journey to the UK in the first instance. She narrates her story to the 
unborn child by engaging the imagination: her heroism lies in her ability to concentrate on the 
achievements of imagining things differently to how they are now. She is telling a story of a possible 
future of happiness, fulfilment and independence. Yet, this monologue is inflected with the 
knowledge that her story is dependent on the powers of a man to lock her up and exploit her labour. 
<ŝƌŬǁŽŽĚ ?ƐƉůĂǇƉƌŽǀŝĚĞƐĂŶŝŶƚĞƌĞƐƚŝŶŐƉĞƌƐƉĞĐƚŝǀĞŽŶƌĞƐŝƐtance (central to feminist criminology), 
ƐŝŶĐĞŝƚƐĞĞŵƐŝũĂŶĂ ?Ɛ ‘ƌĞƐŝƐƚĂŶĐĞ ?ŽĨŚĞƌŝŶŝƚŝĂůŝŶĐĂƌĐĞƌĂƚŝŽŶĂƐĂƐĞǆƐůĂǀĞĂŶĚŚĞƌŝŵƉƌŝƐŽŶŵĞŶƚ ?
is through hyper-performance of motherhood. Her phantom child allows her to resist the pain she 
would otherwise be forced to acknowledge. The child  W as perpetual listener to her working through 
of the trauma of her experiences  W is witness.  
 
dŚĞŵŽĚĞů ‘ǀŝĐƚŝŵ-survivor-ŚĞƌŽ ?ŵŝŐŚƚďĞƌĞ-worked in light of a temporal dimension offered by 
these plays. In other words, it becomes necessary to unpack the temporal siting of the categories 
victim-survivor-hero. In it felt empty when the heart went at first but it is alright now, Dijana is (in 
chronological terms) first a hero  W brave enough to leave her home country and move abroad  W 
ĂŶĚƚŚĞŶĂǀŝĐƚŝŵŽĨƐĞǆƚƌĂĨĨŝĐŬŝŶŐ ?ǇƚŚĞƚŝŵĞǁĞƐĞĞŚĞƌŝŶƉƌŝƐŽŶ ?ƐŚĞŚĂƐďĞĞŶ ‘ƌĞŵŽǀĞĚ ?ĨƌŽŵ
the forces of victimisation  W namely sex-slavery  W ĂŶĚƐŚĞŵĂǇďĞƌĞĂĚĂƐĂ ‘ƐƵƌǀŝǀŽƌ ? ?zĞƚ ?ǁĞŵĂǇ
reconsider the modelling again in light of the ways incarceration itself needs to be examined as 
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victimising. From a structural perspective, the play does not offer any possibility to Dijana to 
ĞƐĐĂƉĞƐƵĐŚůŝŵŝƚĂƚŝŽŶƐ ?^ŚĞŝƐĂůǁĂǇƐĂůƌĞĂĚǇĐŽŶĨŝŶĞĚďǇŚĞƌĨŽƌĞŝŐŶŶĞƐƐ ?ŚĞƌ ‘ŝůůĞŐĂů ?ƐƚĂƚƵƐ ?ĂŶĚ
her ŶĂŢǀĞƉƌŽƉĞŶƐŝƚǇƚŽƚƌƵƐƚŚĞƌ ‘ďŽǇĨƌŝĞŶĚ ? ?<ŝƌŬǁŽŽĚ ?ƐĐŚŽŝĐĞƚŽĞǆƉůŽƌĞƐĞǆ-slavery and 
ƚƌĂĨĨŝĐŬŝŶŐƉŽƐŝƚŝŽŶƐŝũĂŶĂĂƐ ‘ŽƵƚƐŝĚĞ ? ?^ŚĞŚĂƐŶŽŶĞŽĨƚŚĞĐƵůƚƵƌĂůĐĂƉŝƚĂů ?ŶŽƌĂĐĐĞƐƐƚŽƚŚĞ
habitus that native English speakers would have as they navigate the legal system. Furthermore, as 
'ůŽƌŝĂ ?ƐĐŚĂƌĂĐƚĞƌĚĞŵŽŶƐƚƌĂƚĞƐ ?ƚŚĞƌĞĂƌĞƐƚƌƵĐƚƵƌĂůŝŶĞƋƵĂůŝƚŝĞƐŝŶƌĞůĂƚŝŽŶƚŽƐĞƌǀŝĐĞƐŝŶƚŚĞ
criminal justice system that perpetuate disempowerment, rather than encourage agency. The 
Prison Reform Trust (2015) cites Olga Heaven, director of Female Prisoners Welfare Project/ 
Hibiscus Project:  
Many are young women with a dream of going to a first world country to achieve 
something but what they are brought in for is either prostitution or some other kind of 
enforced labour (online). 
    
dŚĞƉůĂǇƚŚĂƚǁĂƐŝŶƚƌŽĚƵĐĞĚĞĂƌůŝĞƌŝŶƚŚĞĂƌƚŝĐůĞŝŶůŝŐŚƚŽĨŝƚƐƐƚƌƵĐƚƵƌĞ ?ŚůŽģDŽƐƐ ?Fatal Light, 
demonstrates the need for an understanding of the temporal dimension in relation to the model 
 ‘ǀŝĐƚŝŵ ? ?  ‘ƐƵƌǀŝǀŽƌ ? ĂŶĚ  ‘ŚĞƌŽ ?. Even though as audience, we know that Jay ultimately commits 
suicide, we are asked to imagine how her story might have been different as we trace back her 
journey. This is where a feminist structure of feeling is important, as audiences gain awareness of 
systemic failure alongside the affective labour of witnessing loss. The short scenes position the 
family against the prison system  W attempting to glean answers as to why a vulnerable young woman 
was able to kill herself. The dramaturgy makes explicit the duty of care of the institution in relation 
to the family. Feminist criminology has argued for a more humane and gender-aware concentration 
on how institutions care for their inhabitants, as well as disputing the overreliance of incarceration 
in the first instance (Gelsthorpe & Morris, 2002; Kennedy, 2005).   
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tŝůĐŽǆĂŶĚ ?ƌƚƌĞǇĚŝƐĐƵƐƐƌĞƉƌĞƐĞŶƚĂƚŝŽŶƐŽĨǁŽŵĞŶǀŝĐƚŝŵƐĂƐƐƵƌǀŝǀŽƌƐŽĨĚŽŵĞƐƚŝĐǀŝŽůĞŶĐĞ ?
drawing on media analysis. Their argument demonstrates that discrete categories tend to reinforce 
dominant positions inevitably inflected by patriarchal interests. In crime stories, 
  
ǀŝĐƚŝŵ ?ƐƵƌǀŝǀŽƌŵƵƐƚďĞ ‘ĂƉƉƌŽƉƌŝĂƚĞǀŝĐƚŝŵƐ ?ĨŝƚƚŝŶŐŝ ƚŽƚƌĂĚŝƚŝŽŶĂůŶŽƌŵƐŽĨĨĞŵŝŶŝŶŝƚǇ
ƚŽĂƉƉĞĂů ƚŽ ƌĞĂĚĞƌƐ ?  “dŚĞŵĞĂŶŝŶŐƐǇƐƚĞŵƐƚŚĂƚǁĞĂƉƉůǇƚŽƚŚĞĐĂƚĞŐŽƌǇ  ‘ĐƌŝŵĞ ?ĂƌĞ
metaphoric systems; the coherence and consistency of their application operates to 
sustain certain relations: relationships of similarity/otherness and inclusion/exclusion 
ŵŽƐƚĐŽŵŵŽŶůǇ ? ?ƌŽǁŶ ? ? ? ? ? P ? ? ?ĐŝƚĞĚŝŶtŝůĐŽǆ ? ?ƌƚƌĞǇ ? ? ? ? ? P ? ) ? 
 
This argument suggests the need for aesthetic choices that make allowance for slippage, 
contradictions and complications of categories. In other words, there is a need for representations 
to move beyond simplistic representation of women as objects to more nuanced subjective 
representations. Pursuing this line of thought towards a view of representations of women in 
relation to the audience as witness, suggests the need for a break with cathartic closure, neat 
narratives, and hegemonic dramaturgies. In particular, I argue that contemporary dramaturgies can 
offer more radical possibilities for resisting foreclosure and the banality of the cell.   
 
The analysis of these three Clean Break plays has developed from thinking through the relationship 
between audience/ witness, performer/ body, and prisoner/ institution. For each of the female 
protagonists, the texts and performances draw attention to the implications, effects and affects of 
victimisation and crime as well as the impacts of incarceration. While some of the characters 
perpetrate violence and destruction (of public property, for instance), they are each subjected to 
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wider patriarchal violence that positions them as victims. It is through their bodies that audiences 
ĞŶŐĂŐĞǁŝƚŚƚŚĞǁŽŵĞŶ ?ƐƐƉĞĐŝĨŝĐŶĂƌƌĂƚŝǀĞƐ ?tĞĂƌe explicitly invited to reconsider the ways we 
view these incarcerated women by witnessing the ways they perform in order to survive years of 
abuse, for example. In the examples I discuss, I adopt a critical view on realism as a performance 
mode. Instead of perpetuating prison realism, I propose that a feminist structure of feeling provides 
ĂŶ ĂŶĂůǇƚŝĐ ƉƌŽũĞĐƚ ƚŚĂƚ ĐĂŶ ĚĞƐƚĂďŝůŝƐĞ ƌĞĂůŝƐŵ ?Ɛ ŝŶƐŝƐƚĞŶĐĞ ŽŶ ƵŶŝƚĂƌǇ ŵŽƌĂůŝƚǇ ? ZĂƚŚĞƌ ? ŽƚŚĞƌ
performance modalities (such as site responsive, immersive or promenade performance) can 
propose new perspectives and demand new affective engagement with both trauma and the 
banality of the cell.  
 
In drawing towards a close, /ƌĞĨĞƌƚŽEŝĞůĚ ?ƐďŽĚǇŽĨǁŽƌŬĚĞĂůŝŶŐǁŝƚŚƚŚĞĂƚƌĞĂƐ  ‘ĂŵĂĐŚŝŶĞŽĨ
ĂƉƉĞĂƌĂŶĐĞ ? ? ? ? ? ? P ? ? ) ?/ŶŚĞƌǁŽƌŬŽŶƚŚĞďŽƌĚĞƌĂƉƉĂƌĂƚƵƐĂƐĂƐƉĂĐĞŽĨĂƉƉĞĂƌĂŶĐĞĂŶĚƚŚĞƐƉĂĐĞ
of the law necessitating a flux between appearance and disappearance (Nield 2010), Nield draws on 
empirical examples in order to re-ǁŽƌŬƚŚĞƉŽƚĞŶĐǇŽĨ ‘ƚŚĞĂƚƌŝĐĂů ? ? ‘ƉĞƌĨŽƌŵĂƚŝǀĞ ?ĂŶĚ ‘ƉĞƌĨŽƌŵĂŶĐĞ ?
as sites of ethical engagement (2010: 43). In the spectacle of the law, incarcerated women are 
ĚŝƐĂƉƉĞĂƌĞĚĨƌŽŵƚŚĞ ‘ƌĞĂů ?ǁŽƌůĚ ?ĂŶĚŵĂĚĞƚŽĂppear in the world of the prison. Yet, as these plays 
demonstrate, their desires, habitus and hopes do not disappeĂƌ ?dŚĞŝƌ ĂƚƚĂĐŚŵĞŶƚƐ ƚŽ ƚŚĞ  ‘ƌĞĂů ?
world are extra-legal. Incarceration may lead us to imagine a caesura in the continuous narrative of 
people outside. The moralistic assumption that bodies in cells would necessarily turn towards 
ƉĞŶŝƚĞŶƚ ‘ƚŚŝŶŬŝŶŐ ?ĨŝǆĞƐ the cell as a non-place. Rather, the women in the plays discussed here are 
troublesome precisely because they resist the banality of the cell. The playwrights have 
ĨŽƌĞŐƌŽƵŶĚĞĚƚŚĞǁŽŵĞŶ ?ƐŵƵůƚŝƉůĞƐƵďũĞĐƚŝǀŝƚŝĞƐ ?ĂƐǁĞĂƌĞĂƐŬĞĚƚŽƉĞƌĐĞŝǀĞƚŚĞƐĞǁŽŵĞŶŶot 
ŵĞƌĞůǇĂƐ ‘ǁƌŽŶŐĚŽĞƌƐ ?ďƵƚĂƐŵŽƚŚĞƌƐ ?ůŽǀĞƌƐ ?ĚĂƵŐŚƚĞƌƐĂŶĚĐŽŵƌĂĚĞƐ ?ǁŚŽŵĂŝŶƚĂŝŶĞůĞŵĞŶƚƐŽĨ
their resistant agency despite incarceration.  
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Jay is present as a ghost from the first moment of Fatal Light (Moss, 2011). Although her body 
disappears from the stage, she is a phantasm of the responsibility the institution should bear in 
ƌĞůĂƚŝŽŶƚŽƚŚĞƉƌĞĚŽŵŝŶĂŶĐĞŽĨƐƵŝĐŝĚĞƐŝŶǁŽŵĞŶ ?ƐƉƌŝƐŽŶƐŝŶƚŚĞh< ?EŝĞůĚ ?ƐĞǀŽĐĂƚŝŽŶŽĨƚŚĞ ‘Ğǆ-
ƉĞƌƐŽŶ ? ? ? ? ? ? P ? ? )ŝƐǁŽƌƚŚƌĞƐƵƌƌĞĐƚŝŶŐŚĞƌĞŝŶƌĞůĂƚŝŽŶƚŽǁŚĂƚEŝŶĂŝůůŽŶĞƌĞĨĞƌƐƚŽĂƐ ‘ĐŝǀŝůĚĞĂƚŚ ?
(2009).xiv ǇƌĞǁŽƌŬŝŶŐƚŚĞďƌŽĂĚĐĂƚĞŐŽƌǇŽĨ ‘ǁŽŵĞŶŝŶƉƌŝƐŽŶ ?ƚŽŝŶĐůƵĚĞƚŚĞƐĞƐƵďũĞĐƚŝǀŝƚŝĞƐĂŶĚ
affective relations, theatrical representations perform an important incision into the fabric of the 
law. What is at stake is the unpicking of the ways both the system and the wider society treats 
women while they are incarcerated. The plays perform a function in the cultural landscape of the 
h<ďǇŵĂŬŝŶŐǀŝƐŝďůĞƚŚĞƐƚƌƵŐŐůĞƐŽĨǁŽŵĞŶŝŶƉƌŝƐŽŶ ?dŚĞĂƚƌĞ ?ƐƵŶŝƋƵĞĨƵŶĐƚŝŽŶŝƐƚŚe possibility it 
provides to point towards potential trajectories of undoing the fixity of victimisation, crime and 
justice. Yet, as I have shown, there is value in engaging with the problematics of representation by 
resisting fixed or stereotypical tropes. Staging choices are resistant when they explicitly work 
through the possibilities of embodiment, presence and audience experiences that engender a more 
diverse range of being together.   
 
 
 
Concluding remarks 
Performance, as Peggy Phelan (2003) controversially declared, disappears. Its ephemeral nature 
means that its circulation is limited, specific and live. What this article attempts to do is to consider 
both live performance and play-texts in order to pose a counterpoint to the dominant replication of 
cultural materials about prisons and prisoners via screen, image and print media. The aim is to 
consider the constructions of the mise en scene of the punishment of women as well as the 
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circulation of constructions of types of women in prison. At its core, the article draws attention to 
the possibilities of non-realist theatre to engage with prison as agential subjects. The article argues 
ĂŐĂŝŶƐƚƐŝŵƉůŝƐƚŝĐ ‘ůĞŐŝďŝůŝƚǇ ?ŽĨǁŽŵĞŶŝŶƉƌŝƐŽŶďǇ ?ŝŶŝƚŝĂůůǇ ‘ƌĞĂĚŝŶŐ ?ƚŚĞǁĂǇƐǁŽŵĞŶŝŶƉƌŝƐŽŶĂƌĞ
shown by Clean BƌĞĂŬ ?ƐƉůĂǇǁƌŝŐŚƚƐto be resistant, and positioned as either victims of the system 
or as monsters. Exploring performance adds to the discourse in cultural criminology by providing 
the counterpoint of embodiment to the notion of representation as always fixed, mediatised 
character typologies. Finally, the discussion about several examples of contemporary performance 
seeks to shift the focus from the women directly, and rather towards a mutually imbricated 
structure of feeling created in the ways audience, performer and space co-construct meanings 
about women, crime and criminal justice. 
 
 
 
 
 
 
 
 
 
Notes 
i There is also a well-established practice of arts with women in US prisons. Some of the main examples 
include ZŚŽĚĞƐƐĂ:ŽŶĞƐ ?Medea Project based in San Francisco (Billone, 2009; Fraden, 2001; Warner, 2004); 
WĂƚ'ƌĂŶĞǇ ?ƐKeeping the Faith project based in Seattle (dance) (Berson, 2008); and the Shakespeare Behind 
Bars project (Jean Trounstine, 2004). These are in addition to the wealth of literary/ creative writing 
projects that occur in some prison education centres, usually run by local college faculty volunteers.  
Balfour (2004) and Thompson (1998) produced edited collections attesting to the range of theatre based 
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practices in prisons and set the ground for a critical understanding of the labour of using performance 
processes in institutional settings.   
ii Whilst it is important to consider notions of transformation, desistance and reducing reoffending in 
relation to arts interventions in prisons, this research relates to representations of characters through the 
art form of theatre, rather than analysing specific programmes in prisons. Of course, claims for resistance 
and change within the context of institutions must be considered within the wider macro-level. I would like 
to thank the anonymous reviewers for this suggestion. 
iii Cheliotis (2012a) refers to the need for understanding resistance critically. Resistance is not always 
destructive, but may also be evident in the ways in which prisoners participate in arts activities as a means 
of subverting expectations, undermining institutional powers, or of attaining a symbolic capital that serves 
ĂƐĂŶ ‘ƵŶĐŽŶƐĐŝŽƵƐŽŶƚŽůŽŐŝĐĂůƚŚƌĞĂƚƚŽƉƌŝƐŽŶƉƌŽĨĞƐƐŝŽŶĂůƐĂŶĚƚŚĞƉƵďůŝĐ ? ? ? ? ? ?Ă P ? ) ?
iv ^ƚŽƌŽƌ ?Ɛa tender subject was performed in a secret location in March 2012. (See Walsh, 2012).  
v dŚŝƐŝƐĚĞŵŽŶƐƚƌĂƚĞĚŝŶƚŚĞ ‘ǀŝĐƚŽƌǇ ?ĐůĂŝŵĞĚďǇZĞďĞĐĐĂ>ĞŶŬŝĞǁŝĐǌ ?ƐƵĐĐĞƐƐŽŶŵĂŝŶƐƚƌĞĂŵƐƚĂŐĞƐŝŶƚŚĞ
UK. This success relates to the commissioning of female writers on stages usually dominated by male 
authors, such as the National Theatre. I elsewhere (Walsh, 2014) examine this as a hollow victory.  
vi :ĞŶŶŝDŝůůďĂŶŬĚƌĂǁƐŽŶĂůĐŽĐŬĂŶĚZŽďŝŶƐŽŶ ? ? ? ? ? P ? ? ) P ‘Women-in-prison films have been identified 
ǁŝƚŚǀĂƌŝŽƵƐ ‘ƐƚŽĐŬ ?ĞůĞŵĞŶƚƐĂŶĚĂƌĐŚĞƚǇƉĂůĐŚĂƌĂĐƚĞƌƐ ?Ă ‘ďƵƚĐŚĐŽƌƌƵƉƚĂŶĚƌĞƉƌĞƐƐĞĚǁĂƌĚĞŶ ? ?ĂŶ
 ‘ŝŶŶŽĐĞŶƚŶĞǁĐŽŵĞƌ ? ? ‘ƚŚĞŚŽŽŬĞƌǁŝƚŚƚŚĞŚĞĂƌƚŽĨŐŽůĚ ĂŶĚƚŚĞǁŝƐĞĂŶĚǁŽƌůĚůǇ “ƚŽƉĚŽŐ ?ǁŚŽƌƵůĞƐƚŚĞ
ƌŽŽƐƚ ? ? ? ? ? ? ? P ? ? ? ) ?^ĞĞĂůƐŽĂƌƌĂďŝŶĞ ? ? ? ? ? ?ůĂƌŬ ? ? ? ? ? ?ĞĐŝů ? ? ? ? ? ) ? 
vii Referring to her research on Filipino women who had been trafficked into prostitution, Roces says that 
 ‘the lines between both narratives are fluid and not fixed, as it is acknowledged that victims could become 
ĂĚǀŽĐĂƚĞƐŽƌƚŚĂƚƚŚĞůĂďĞů “ǀŝĐƚŝŵ ?ǁĂƐŶŽƚƚŽƚĂůůǇĚĞǀŽŝĚŽĨĂŐĞŶĐǇ ?ƚŚĂƚŝƐǁŚǇƚŚĞǁŽŵĞŶ ?ƐŵŽǀĞŵĞŶƚƐ
often prefer the ƚĞƌŵ “ƐƵƌǀŝǀŽƌ ?ƚŽǀŝĐƚŝŵ ) ? ? ? ? ? P ? ? ? ) ? 
viii This poses a disjunction between artistic programmes (that necessarily depend on public funding) and 
more radical community-based organisations whose messages pose a stronger opposition to the criminal 
justice system.   
ix In this article I cite the published text but refer to my experience as audience at the staging at the Arcola 
dŚĞĂƚƌĞŝŶ ? ? ? ? ?ĂŶĚƚŚƵƐ/ŵĂŬĞƵƐĞŽĨƚŚĞĐŽůůĞĐƚŝǀĞ ‘ǁĞ?ƚŽĚŝƐĐƵƐƐƚŚĞĞǆƉĞƌŝĞŶĐĞŽĨƚŚĞƉůĂǇ ? 
x Promenade is a growing trend in contemporary performance in which the action occurs in multiple spaces 
in a site and the audience must walk around in order to experience the narrative. This is also often called 
 ‘ŝŵŵĞƌƐŝǀĞ ?ƉĞƌĨŽƌŵĂŶĐĞ ? 
xi There is only one scene featuring another character. 'ůŽƌŝĂŝƐĂtĞƐƚĨƌŝĐĂŶǁŽŵĂŶǁŚŽƐŚĂƌĞƐŝũĂŶĂ ?Ɛ
cell. The script is written in a form of patois that indicates the second language rhythms in English. Any 
ƉĞƌĐĞŝǀĞĚŐƌĂŵŵĂƚŝĐĂůĞƌƌŽƌƐĂƌĞĂĐĐƵƌĂƚĞŶŽƚĂƚŝŽŶƐŽĨ<ŝƌŬǁŽŽĚ ?ƐƚĞǆƚ ?
xii For further treatment of these collapsing categories in art, ƐĞĞDĂƌŵŽ ?Ɛ ? ? ? ? ? )ĂŶĂůǇƐŝƐŽĨThe Journey by 
the Helen Bamber Foundation- a public installation that aimed to raise awareness of sex trafficking staged 
in Trafalgar Square and elsewhere between 2008-2009. Her article centres on the engagement of the 
audience with invisible subjects of trafficked women. 
xiii These stresses arise from the fear, confusion, and frustration of being criminalised as a foreign national, 
along with the alienation of prison bureaucracy if people do not understand English. These intersecting 
oppressions compound the traumatising experiences of immigration detention resulting from sex 
trafficking (see Erez et al, 2009; Kara, 2009; McKinnon, 2009).  
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xiv ŝůůŽŶĞ ?ƐĂƌŐƵŵĞŶƚƌĞůĂƚĞƐƚŽƚŚĞǁĂǇƐincarcerated populations are denied access to the responsibilities 
of civilians; in particular, access to the structures of democratic societies such as voting. In the EU, voting is 
considered a human right that is not eroded by incarceration, but the UK has refused to adopt the 
legislation that allows prisoners the right to inform choices about how they are punished, rehabilitated and 
prepared to re-ũŽŝŶƐŽĐŝĞƚǇ ?ŝůůŽŶĞ ?ƐĂƌŐƵŵĞŶƚƌĞůĂƚĞƐƉĂƌƚŝĐƵůĂƌůǇƚŽƚŚĞĚŝƐƌƵƉƚŝŽŶǁŽŵĞŶ ?ǁŚŽƚǇƉŝĐĂůůǇ
serve short sentences) face in relation to their participation in civic life.  
 
 
 
Bibliography 
 
Aston, E. (2003) Feminist views on the English stage: Women playwrights, 1990-2000. Cambridge University 
Press: Cambridge. 
Aston, E. (2010) Feeling the loss of feminism: Sarah Kane's Blasted and an experiential genealogy  
of contemporary women's playwriting. Theatre journal, 62(4), pp. 575-591. 
Balfour, M. (ed.) (2004) Theatre in prison: Theory and practice. Bristol: Intellect Books. 
ĞƌƐŽŶ ?: ? ? ? ? ? ? )ĂƌŝŶŐĂŶĚďĞĂƌŝŶŐůŝĨĞďĞŚŝŶĚďĂƌƐ PWĂƚ'ƌĂŶĞǇ ?Ɛ ‘<ĞĞƉŝŶŐƚŚĞ&ĂŝƚŚ ?ƉƌŝƐŽŶ 
project. TDR: The drama review. 52(3), pp. 79-93.  
Billone, N. (2009) Performing civil death: The Medea project and theater for incarcerated women. Text and 
performance quarterly, 29(3), pp. 260-275.  
Brown, M. (2009) The culture of punishment: Prison, society, and spectacle. New York: New York University  
Press. 
Brown, M. (2014) Visual criminology and carceral studies. Theoretical criminology, 18(2), pp. 176-197. 
Carrabine, E. (2010) Imagining prison: Culture, history, space. Prison service journal, 187, 
pp. 15-22.   
Carrabine, E. (2012) Telling prison stories: The spectacle of punishment and the criminological imagination. 
In L. Cheliotis (ed.) The arts of imprisonment: Control, resistance and empowerment. Ashgate: 
Farnham, pp. 47-72. 
Carrabine, E. (2014) Seeing things: Violence, voyeurism and the camera. Theoretical criminology, 18(2), pp. 
134-158. 
Carlton, B. & Segrave, M. (eds.) (2013) Women exiting prison: Critical essays on gender, post-release 
support and survival. London: Routledge.  
Cecil, D.K. (2007) Looking beyond caged heat: Media images of women in prison. Feminist  
criminology. 2(4), 304-326. 
Cheliotis, L.K. (ed.) (2012a) The arts of imprisonment: An introduction The Arts of Imprisonment: Control, 
Resistance and Empowerment. Ashgate: Farnham. pp. 1-26. 
Cheliotis, L.K. (2012b) Theatre states: Probing the politics of arts-in-prisons programmes. Criminal justice 
matters, 89(1), pp. 32-34. 
Clark, A.  (2005) Jailbait: Rethinking images of incarcerated women. Bitch, 27, 37-41, 95. 
ůĂƌŬ ?D ? ? ? ? ? ? )^ŽŵĞďŽĚǇ ?ƐĚĂƵŐŚƚĞƌƚŚĞĂƚƌĞ PĞůĞďƌĂƚŝŶŐĚŝĨĨĞƌĞŶĐĞǁŝƚŚǁŽŵĞŶŝŶƉƌŝƐŽŶ ?/ŶD ?
Balfour (ed.), Theatre in prisons: Theory and practice. Bristol: Intellect, pp. 101-106. 
Clowers, M.  (2001) Dykes, gangs, and danger: Debunking popular myths about maximum-security  
life. Journal of criminal justice and popular culture, 9(1), 22-30. 
Davis, A.Y., and Dent, G. (2001) The prison as border: A conversation on gender, globalization and  
punishment. Signs 26(4): pp. 1235 - 41. 
ŽůĂŶ ?: ? ? ? ? ? ? ) ‘>ĞƐďŝĂŶ ?ƐƵďũĞĐƚŝǀŝƚǇŝŶƌĞĂůŝƐŵ PƌŐŐŝŶŐĂƚƚŚĞŵĂƌŐŝŶƐŽĨƐƚƌƵĐƚƵƌĞĂŶĚŝĚĞŽůŽŐǇ ?/Ŷ^ ? ?
Case (ed.) Performing feminisms: Feminist critical theory and theatre. London: Johns Hopkins 
University Press, pp. 40-53. 
Erez, E., Adelman, M., & Gregory, C. (2009) Intersections of immigration and domestic violence: Voices of 
battered immigrant women. Feminist criminology, 4(1): pp. 32-56. 
Ferrell, J., Hayward, K. & Young, J. (2008) Cultural criminology: An invitation. Thousand Oaks: Sage. 
(2016)  ‘^ƚĂŐŝŶŐtŽŵĞŶŝŶWƌŝƐŽŶ PůĞĂŶƌĞĂŬdŚĞĂƚƌĞŽŵƉĂŶǇ ?ƐƌĂŵĂƚƵƌŐǇŽĨƚŚĞĂŐĞ ?Crime, 
Media, Culture. 12(3): pp. 309  W 326. [Available online first 10.1177/1741659015613675  ] 
 
 29 
                                                                                                                                                                                        
Ferrell, J. & Sanders, C.R. (eds.) (1995) Cultural criminology. 3rd ed. Boston: Northeastern University Press. 
Fraden, R. (2001) Imagining Medea: Rhodessa Jones and theatre for incarcerated women. Chapel Hill: 
University of North Carolina Press. 
Gardner, L. (2010) Clean Break and the invisible women. The Guardian. [online] 8 November, Available at: 
<http://www.guardian.co.uk/stage/2010/nov/08/clean-break-women-prison-theatre>.[Accessed 
on 05/03/2015]. 
'ĞůƐƚŚŽƌƉĞ ?> ? ?DŽƌƌŝƐ ? ? ? ? ? ? ? )tŽŵĞŶ ?ƐŝŵƉƌŝƐŽŶŵĞŶƚŝŶ ŐůĂŶĚĂŶĚtĂůĞƐ PƉĞŶĂůƉĂƌĂĚŽǆ ?
Criminology & criminal justice, 2(3): pp. 277-301.  
Hart, L. (1994) Fatal women: Lesbian sexuality and the mark of aggression. London: Taylor & Francis. 
Heidensohn, F. (1996) Women and crime. 2nd edition. Basingstoke: Macmillan Press. 
Heidensohn, F. (2012) The future of feminist criminology. Crime, media, culture, 8(2), pp. 123-134. 
Hughes, J. (1998) Resistance and expression: Working with women prisoners and drama. In J. Thompson 
(ed.) Prison theatre: Perspectives and practices. Jessica Kingsley Publishers: London, pp. 43-64.   
Jewkes, Y. (2007) Prisons and the media: The shaping of public opinion and penal policy in a mediated 
society. In Y. Jewkes (ed.) Handbook on prisons. Cullompton: Willan, pp. 447-466. 
Kara, S.A. (2009) Sex trafficking: Inside the business of modern slavery. New York: Columbia University 
Press. 
Kennedy, H. (2005) Eve was framed: Women & British justice. London: Vintage. 
Kirkwood, L. (2009) it felt empty when the heart went at first but it is alright now. London: Nick Hern Books.  
Marmo, M. (2009) Sex in the room: An imaginative crime scene involving trafficked women. Law text 
culture, 13(1), pp. 135-163. 
Mason, P. (2005) Book review Images of incarceration: Representations of prison in film and  
television. Crime, media, culture, 1(1): pp. 117-119.  
McAvinchey, C. (2011) Theatre & prison. Basingstoke: Palgrave Macmillan. 
McKinnon, S.L. (2009) Citizenship and the performance of credibility: Audiencing gender-based asylum 
seekers in U.S immigration courts. Text and performance quarterly, 29(3), pp. 205-221. 
DĞƌƌŝůů ? ? ? ?^ ?&ƌŝŐŽŶ ? ? ? ? ? )WĞƌĨŽƌŵĂƚŝǀĞƌŝŵŝŶŽůŽŐǇĂŶĚƚŚĞ ‘^ƚĂƚĞŽĨWůĂǇ ?ĨŽƌdŚĞĂƚƌĞǁŝƚŚƌŝŵŝŶĂůŝǌĞĚ 
Women. Societies. 5, pp. 295-313. 
DŝůůďĂŶŬ ?: ? ? ? ? ? ? )/ƚ ?ƐĂďŽƵƚthis: Lesbians, prison, desire. Social & legal studies, 13(2), pp. 155-190. 
Moss, C. (2008) This wide night. London: Nick Hern Books. 
Moss, C. (2011) Fatal light. Charged. London: Nick Hern Books. 
Nield, S. (2006) There is another world: Space, theatre and global anti-capitalism. Contemporary theatre 
review, 16(1), pp. 51-61. 
Nield, S. (2010) Galileo's finger and the perspiring waxwork: On death, appearance and the promise of 
flesh. Performance research: A journal of the performing arts, 15(2), pp. 39-43. 
dŚƌŝĨƚ ?E ? ? ? ? ? ? )WĞƌĨŽƌŵĂŶĐĞĂŶĚ ?Environment and planning A, 35, pp. 2019-2024. 
Peschel, L. (2012)  ‘^ƚƌƵĐƚƵƌĞƐŽĨĨĞĞůŝŶŐ ?ĂƐŵĞƚŚŽĚŽůŽŐǇĂŶĚƚŚĞƌĞ-emergence of Holocaust survivor 
testimony in 1960s Czechoslovakia. Journal of dramatic theory and criticism, 26(2), pp. 161-172. 
Phelan, P. (2003) Unmarked: The politics of performance. London: Routledge. 
Prison Reform Trust (2010)  ?EŽǁĂǇŽƵƚ ? ?ƌŝĞĨŝŶŐƉĂƉĞƌ. [online] Available from: 
<http://socialwelfare.bl.uk/subject-areas/services-client-
groups/minoritygroups/prisonreformtrust/1507342012_no_way_out.pdf>. [Accessed 26 January 
2015].   
Prison Reform Trust (2015) No way out for foreign national women behind bars. Prison reform  
trust [online] Available at 
<http://www.prisonreformtrust.org.uk/ProjectsResearch/Women/NoWayOutforeignnationalwome
n>. [Accessed 10 March 2015].  
Rafter, N. (2014) Introduction to special issue on visual culture and the iconography of crime and  
punishment. Theoretical Criminology. 18(2), pp. 127-133. 
ZŽĐĞƐ ?D ? ? ? ? ? ? )WƌŽƐƚŝƚƵƚŝŽŶ ?ǁŽŵĞŶ ?ƐŵŽǀĞŵĞŶƚƐĂŶĚƚŚĞǀŝĐƚŝŵŶĂƌƌĂƚŝǀĞŝŶƚŚĞWŚŝůůŝƉŝŶĞƐ ? 
tŽŵĞŶ ?ƐƐƚƵĚŝĞƐŝŶƚĞƌŶĂƚŝŽŶĂůĨorum, 32, pp. 270-280 
Stern, V. (1989) ƌŝĐŬƐŽĨƐŚĂŵĞ ?ƌŝƚĂŝŶ ?ƐƉrisons. 2nd ed. London: Penguin. 
(2016)  ‘^ƚĂŐŝŶŐtŽŵĞŶŝŶWƌŝƐŽŶ PůĞĂŶƌĞĂŬdŚĞĂƚƌĞŽŵƉĂŶǇ ?ƐƌĂŵĂƚƵƌŐǇŽĨƚŚĞĂŐĞ ?Crime, 
Media, Culture. 12(3): pp. 309  W 326. [Available online first 10.1177/1741659015613675  ] 
 
 30 
                                                                                                                                                                                        
Thompson, J. (ed.) (1998) Prison theatre: Perspectives and practices. London: Jessica Kingsley Publishers. 
Trounstine, J. (2004) Shakespeare behind bars: One teacher ?ƐƐƚŽƌǇŽĨƚŚĞƉŽǁĞƌŽĨĚƌĂŵĂŝŶ 
ǁŽŵĞŶ ?ƐƉƌŝƐŽŶ. Ann Arbor: University of Michigan Press.  
Walsh, A. (2012) Performing prisons, performing punishment: The banality of the cell in contemporary 
theatre. In Total theatre magazine, Summer: pp. 32-33. 
Walsh, A. (2014) (En)gendering habitus: Women, prison, resistance. Contemporary theatre review. 24(1): 
pp. 40-52. 
Warner, S. (2001) 'Do you know what bitch is backwards?': Mythic revision and ritual reversal in  
 The Medea Project: Theater for incarcerated women. Dialectical anthropology, 26, pp.  
 159-179.  
Warner, S. (2004) The Medea Project: Mythic theater for incarcerated women. Feminist studies, 30(2), pp. 
483-500.  
tŝůĐŽǆ ?W ? ? ?ƌƚƌĞǇ ?D ? ? ? ? ? ? )ŽŶƐƚƌƵĐƚŝŶŐƚŚĞǀŝĐƚŝŵĂŶĚƉĞƌƉĞƚƌĂƚŽƌŽĨĚŽŵĞƐƚŝĐǀŝolence. In M. 
 ?ƌƚƌĞǇ ?ĞĚ ? )Media, representation and society. Chester: Chester Academic Press, pp. 76-98.  
Williams, R. (1977) Marxism and literature. Oxford: Oxford University Press. 
 
